works and whose income is not dependent on box office sales. Quite often for these institutions, notably universities and production companies funded in large part by public and private grants, it is precisely the historical value of a work that provides the principal motivation for production. The importance of history necessarily leads to discussions of authenticity. In this brief overview, I should like to address problems that one faces in producing Golden Age court plays in a more-or-less authentic fashion, especially with regard to staging, text, and music, with occasional references to the problems encountered with Trinity University's 1981 production of Celos aun del aire matan. Our small-scale production is by no means a perfect model, but it is one that has been produced and has raised pragmatic questions, the answers to which could be reduced in many cases to hours of manual labor and hard-dollar expenditure.
It is an unfortunate reality that the quality of an authentic recreation is almost wholly a function of the money available. Using university resources (which means no rental fee for the hall, student labor, student singers, student instrumentalists and faculty members as musical director, vocal coach, and producer), we spent over $10,000, primarily on costumes, sets, and modest stipends for the stage director, lighting director, and set designer/ It would have been very easy to spend more than $100,000 and still not have achieved a completely authentic production. I suppose that, with enough money, one could reconstruct the Coliseo of the Palacio del Buen Retiro, installing footlights and stage machinery, and reproduce the production schedule much as we imagine they did in 1660. Even then, of course, we could never bring back Philip IV and Mariana of Austria or the various political reasons for the presentations of the spectacles in the first place. Thus, starting from the inescapable fact that no modern production can ever be absolutely authentic, one must content oneself with a few basics, adding as many special effects as the budget and the skill of the personnel will allow.
Actually, there is quite a bit of data concerning the staging of the court plays, including three sets of complete drawings of the scenery/ The basic Italianate wing and shutter perspective design is not difficult to set in place, and any minimally authentic production should produce it. Scene changes are more difficult, but again not outrageously so. It is in the area of stage machinery that major compromise begins. We know that court theaters all over Europe employed massive machinery consisting primarily of ropes and pulleys in order to stage special effects/ Consider the following stage direction as one example:
Aura appears in the air in a cart drawn by two chameleons, and, singing, she descends to the stage, passing in front of everyone without their seeing her, and she ascends again on the other side with the last line/ Let us assume for the moment that the directions are authentic even though the stage directions come only from printed versions rather than the manuscript. If the stage has the capacity to fly the actress, so much the better. Not all stages, however, have the necessary hardware to reproduce the more impressive effects in this and other examples: giant rocks that open to reveal palace gardens,5 Galatea rising out of the sea,' Cupid and Anteros seated on thrones floating on clouds/ After all, these plays are known for their spectacular effects based primarily on rapid scene changes (mutaciones) and discoveries (apariencias). Modem technology can help solve some of the logistical problems, either by the use of motors to drive the machines or, more importantly, by the use of lighting. The original stage designers had no electricity and, therefore, no capacity for lighting effects as we know them, although they did make use of chiaroscuro effects in painting the scenery. Part of the reason for the elaborate machinery was to produce special effects the best way they could. Today we can use any number of unhistoric but very effective means for producing special lighting effects: blackouts, color washes, transparency projections, spotlights, and so on. When the medium is film or videotape, the possibilities for special effects are practically endless. Though unauthentic in their execution, these effects do
The text poses two principal problems. The first of these involves cuts. While to a literary scholar the idea of cutting text is unspeakable heresy, there are nevertheless compelling reasons for wishing to do so. In fact, if one eliminates the loas and the entremeses, most of which do not accompany the texts of the major plays with which they were originally performed, one has already made cuts. Futhermore, the music of the era was strophic in nature, and in the Baroque, the repetitions of verses became longer and longer as the seventeenth century progressed.
In Celos, for example, the gracioso at one point repeats the same melodic line forty-two times (I, 387-428); on another occasion, Diana and the Furies sing nineteen verses of the same tune (III, 1433-1508).
Perhaps productions should include all the strophic variations so that we might more fully appreciate the weight of Baroque repetition than we can do by hearing only two or three stanzas at a time. One cannot help but think that a modem audience would grow restless after so many repetitions of the same tune, no matter how catchy it may be. Moreover, cutting strophic variations also allows a cut in performance time. The threeact Celos has two acts of approximately fifty minutes each and a final act of one hour and fifteen minutes. That is about the same running time as Don Giovanni, but the music is much more repetitive. There is, in fact, no true aria in the entire opera. The compromise here is one between rigorously following the complete text and trying to lighten some of the historical weight from a production that will most likely be the audience's introduction to Golden Age court plays if not Golden Age drama in general. It is a hard decision, and each production must come to its own solution.'2
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The second major problem with the text is one that has perennially confronted editors of the plays: which version is better, and which version is more authentic? This problem is especially true of the plays that do not have an autograph manuscript version. It is to be hoped that, if one is able to arrive at definite answers at all, the better version and the more authentic version will be the same one. The choice is often complicated when the music is considered as well as the text. One particular example from Celos is a line by Eróstrato: «...me tiene con recelo / de si fui visto o no,» to which Rùstico says, «¡Válgame el cielo!» (I, 373-74).
The lines rhyme (recelo, cielo) and scan well as part of the silva. Unfortunately, the music goes with an alternate version found in the manuscript: «me tiene el corazón rezeloso / de si fue visto o no,» which not only neither rhymes nor scans, but which suffers poetically as well. For performance we chose the latter version, the only change being «fui» for «fue»; for publication, we chose the former.
The musical component of these plays is the area in which one is least sure of the truth and has to depend on educated guesses. The reason, naturally enough, is that there is less music of the era to study than either literary texts or treatises on staging. Indeed, there are very few works for which we have all the music available," although certain others could be produced through skillful reconstruction." Tessitura, pitch, and instrumentation / orchestration all pose problems. As is well known, most of the roles in the court plays were performed by women." Consequently, one must either cast women in those roles written for sopranos, or transpose the male roles for tenors and basses. Transposition involves its own problems, however. Because there are no separate arias, to transpose one part automatically implies transposing an entire section in most cases. Moreover, pitch itself is a relative concept until the nineteenth century, and there has long been a debate over whether earlier manuscript notation represents a pitch higher than, lower than, or the same as that of today. Some eminent musicologists believe that Spanish music of the time was written a fourth or a fifth higher than it sounded." Others of equal stature present evidence to the effect that Baroque notation may have varied over the years, but that it did not vary all that much.'7 With that debate as background, the musicologist working on a specific production must also take into consideration the capability and ranges of the singers in that production. In Celos, for example, the role of Aura is particularly high, perhaps because of its dramatic content and because the character does, after all, represent air. Lowering Aura's part involves problems with other characters that are 38BCom, Vol. 36, No. 1 (Summer 1 984) already at the lower end of their ranges." Futhermore, these decisions need to be made before any of the expensive and time-consuming process of copying parts begins, because it is not as easy for instrumentalists to transpose while playing as it is for vocalists to transpose while singing.
Then there is the matter of instrumentation and orchestration. Not one of the existing musical accompaniments for the theater contains more than a voz y bajo (melodic line and simple indication of basso continuo), from which the musicologist must recreate the full partitura including the figured bass. Instrumentation is very important in the strophic variations where the primary musical interest comes from the use of different instruments in the repetitions. We do know the instruments in the royal chapel orchestra in 1633," but all such information tells us is that combinations of strings and winds were used. There is no indication that certain instruments were used in particular plays, or the specific manner in which they were combined to produce different timbres. In addition, to be faithfully authentic, chirimías and bajoncillos should be located and used rather than other instruments, usually from northern Europe or Italy, normally found in Collegia Musica. Even if one were to go to the trouble of obtaining reproductions of the Spanish instruments, there is no guarantee that the modem construction would produce the exact timbre and pitch of the original ones.
In summary, a truly authentic production of a Spanish Golden Age court play is impossible. We do not know the pitch, the instrumentation, the exact text used, the exact scenery for most plays, or which loas and entremeses accompanied the majority of the comedias de tramoyas. Moreover, there are legitimate reasons to alter authenticity even when it is possible: the use of the electricity, the use of men in male roles, modem acting techniques, cuts to reduce playing time and repetition, and the like. What one seeks in such a recreation, then, is not adherence to every detail of the historical original, but an attempt to recreate the effect of the original-its basic overall appearance, its grandeur, its spectacle, its entertainment. In large part, the role of the modem producer is the same as that of the original producer. One must take the poet's words and the composer's music, create a dramatic environment in which the action can take place given the limitations of budget, personnel, and the theater in which the play is to be presented, and somehow make the end product entertaining to an audience. It is comforting to know that our efforts are still well rewarded, for these works continue to offer interesting actions, engaging melodies, and amusinggraciosos. The
Stroud39
Spanish Golden Age court plays may not be up to the standards of Verdi and Mozart, or even Handel and Lully, but they do not deserve the neglect that they have suffered for the past two centuries. in the entire seventeenth century throughout Europe, and nowhere does she indicate how such hairstyles were achieved. Velazquez is, as with costumes, a source authority for hair styles, but only a few paintings show women from the side or the back {Las Meninas, Las Hilanderas, Sibila, La Venus del Espejo). Particularly unfortunate in the Trinity production of Celos was the inattention to the hairstyles of the male character Cèfalo. The actor who played that role was in the Air Force and his hair was intolerably short, despite constant pleas from the costumer. 1 1 . Jack Sage, «Texto y realización de La estatua de Prometeo y otros dramas musicales de Calderón,» in Hacia Calderón. Coloquio anglogermano, ed. Hans Flasche (Berlin: Walter de Gruyter, 1970), pp. 39-40. The director of the Trinity production, Robert Baca of the University of Utah, chose a modem approach to direction rather than an attempt to recreate Baroque histrionics. He relied on small gesture and facial expression rather than broad movement, and, due to the intimate nature of the theater, the actors were able to communicate with the audience quite well. Of course, Baca was also limited in his direction by the fact that the students were selected for their musical ability rather than their acting ability. 12.With respect to the Trinity production of Celos, two additional constraints forced more cuts. The funding institution wanted the production to consist of three acts of approximately thirty minutes each. Moreover, some of the more immature members of the student cast did not learn their parts in time and, as a result, cuts had to be made. It should be noted that cutting is an art in itself. Because the action of Celos is so complex and tightly constructed, it was very difficult to cut whole scenes. Therefore, cuts generally took the form of one or two repetitions of strophic variations at a time, or a bit of recitative dialogue here and there. In some cases, only a word or two was cut from a line of poetry; the result made sense but it lacked both rhyme and meter. In one instance (III, 1863), a cut was inadvertently made during rehearsal without consultation. The result was a wholly ungrammatical usage because voz was substituted for nombre without changing the gender of the accompanying article and adjective. 13.Based primarily on the works of Pedrell, José Subirá, «Músicos al servicio de Calderón y de Cornelia,» Anuario Musical, 22 (1967), , and Jack Sage, «La música de Juan Hidalgo,» in the Varey-Shergold edition of Los celos hacen estrellas, pp. 183-223, discuss some of the extant music. The most serious study of existing music of the Spanish Baroque is that currently being undertaken by Louise K. Stein, whose results will no doubt constitute a major contribution to the field.
